. In these albums Bush plays with the temporal qualities of recorded music to create the conditions for self-reflexive internal time consciousness to emerge within the listener. I argue that self-reflexive internal time consciousness is a process that enables a listener to gain some understanding that they are embroiled in an act of perception forged via active engagement with recorded music. Bush creates these conditions in two principle ways: In Director's Cut she disturbs the memory of previous recorded versions that are re-visited on the album so they can be mobilised as new, interpretative-perceptive acts. In 50 Words for Snow she uses duration as a structure to support the construction of extensive perception. Bush plays with time on these albums because her conceptual music relies upon the uninterrupted unfolding of consciousness as it becomes interlaced with her recordings, understood in the Husserlian sense of temporal objects. Implicit to her temporal strategies is a critique of contemporary listening conditions and how they undermine the very forging of the perceptual act.
To imply that a listener should pay attention to the practice of listening may seem indulgent for a commercial popular music artist working in the second decade of the twenty-first century. Yet the desire to cultivate an attentive listener is strongly suggested by the temporal strategies that are discernible in Kate Bush's recent works. This article focuses on two of Bush's post-Aerial (2005) albums: Director's Cut (2011) and 50 Words for Snow (2011) . In these albums Bush plays with the temporal qualities of recorded music to enable the emergence of a given listener's self-reflexive internal time consciousness. Bush devises a number of strategies that enable a listener to gain some understanding that they are embroiled in an act of perception, forged via active engagement with a piece of recorded music. Bush creates these conditions in two principle ways: In Director's Cut she disturbs the memory of previous recorded versions that are re-visited on the album so they can be mobilised as new, interpretative-perceptive acts. In 50 Words for Snow she uses duration as a structure to support the construction of extensive perception. In what follows I elaborate how Bush uses the temporal properties of her music that support the making of the perceptive act. Through this process, she invites listeners to become attentive to the practice of listening itself. Before exploring these ideas in detail the conceptual quality of Bush's music, and how this relates to technology, will be discussed below.
Kate Bush and 'Conceptual Analogue'
Kate Bush is, in the foremost sense, a conceptual artist. Her work, in itself, presents theoretical arguments that are useful for understanding the limitations and creative thresholds of contemporary popular music cultures. Across her career, Bush has consistently elaborated concepts, told stories and communicated ideas. Her work harbours intellectual aspirations, in the spirit of much progressive rock music. We need look no further than the elaborate song cycle of 'The Ninth Wave' from Hounds of Love (1985) or 'Sky of Honey ' from Aerial (2005) to witness the execution of conceptual forms that invite what Ron Moy calls 'critical connections between influences, works and weighty matters of epistemological analysis' (Moy 2007, p. [39] [40] ). Yet Bush's recent work, I want to suggest, exists in tension with the 'contemporary structure of listening' that sanctions 'specific technical mediations of listening as subjectively normative' (Mowitt 1987 p. 214-217) . Her work, in other words, is at deliberate odds with the contemporary structure of the digital, which is normatively perceived to engender shuffle-based, discontinuous listening. To counter this tendency Bush seeks to recreate the creative and listening processes associated with analogue technology. Through this she remains 'conceptually analogue,' 1 primarily in the temporal sense, because her conceptual work relies on the attentive, unfolding of the listeners' consciousness. Such temporalaesthetic unity is compromised by contemporary structures of listening that have been characterized as an unstable 'technological ecology' (Roy 2015, p. 1) , within which the consumption of popular music has become multiple, heterogeneous and fragmented (Nowak 2015 ).
Bush's career straddles many different technological eras. In the 1980s she was at the forefront of innovations driving creativity in the music industry. She was a pioneer user of the Fairlight sampling synthesizer, and effectively mobilized the promotional video to publicise her music at the height of MTV's popularity. Yet when it comes to contemporary digital technologies, and how they shape listeners' engagements with her music, there is discernible hesitancy. In her characteristically selective promotion of 2011's Director's Cut, such feelings were expressed as a preference for analogue formats:
The great thing about vinyl is that if you wanted to get a decent-sounding cut, you could really only have 20 minutes max on each side. So you had a strict boundary, and that was something I'd grown up with as well. Also, you were able to have different moods on each side, which was nice […] There was something about having this 12" disc-it even smelled nice (Bush quoted in Domball 2011).
The dis-ease is further elaborated in the special edition booklet accompanying Director's Cut.
Here she reflects on the process of creating 1993's The Red Shoes, an album that straddled the transition from analogue to digital production methods: 'everyone was under so much pressure back then [i.e., the late 1980s and early 1990s] to work in the digital domain as it promised so much with the lack of tape hiss and its supposed clarity. I remain a devoted lover of analogue' (Bush 2011 (Stiegler 2010, p. 39) , and the exact calculation of digital recording in particular, these contingencies always remain. Nevertheless, the possibility of mnemonic disturbance-which, I want to suggest, enables one to become conscious of being involved in a retentional and perceptive process-is arguably amplified when recorded versions cohere enough to be recognisable, but are modified in substance, pitch or (temporal) arrangement. Such gentle frictions ensure that the listening experience becomes a necessarily self-reflexive process that triggers resources of individual memory when it is engaged with an unfolding musical stimulus.
Bush's strategy in Director's Cut to motivate memory to work in the interplay between primary and secondary retentions therefore disrupts the nostalgic reverie that has been discussed in relation to ipod culture, where 'musical identity is inscribed onto a portable memory bank giving the user instant access to its contents' (Bull 2009, p.89 format, the quintessential weak temporal object, designed to account for cultures of distracted digital listeners (Sterne 2012) .
Mourning memory
If the retentional capacities that underlie conditions for forging perceptive acts have 
Cutting the digital
In the first part of the article we heard of Bush's dislike of early digital production methods that profoundly shaped both The Sensual World and The Red Shoes. In Director's Cut the programmed drum sounds that populated The Red Shoes, originally produced using an Akai S900 sampler and Simmons drum pads (Palmer 1991) are replaced with 'organic' drum textures. This strips away the early digital production aesthetics that mark the recordings within the sonic imaginary of the late 1980s/early 1990s. Often recordings of that era are saturated with simulation techniques, be they of instruments or acoustic environments such as rooms or hallways, achieved through processing effects units such as the SONY M7 or the Rev 7. The enthusiastic adoption of digital techniques, which were introduced into recordings studios in the late 1970s, 'moved production away from mythologies of the organic, "real time and space" and the acoustic' (Moy 2007, p. 77 an exception on Director's Cut, the memory of the original 'Rubberband Girl' is less cut than deracinated. The song is now reclaimed, steady and safe, laid over a 4/4 rhythm, holding no echo of the original that gets shoved back in memory as an effigy to the over-indulgent trust in the omnipotence of digital simulation. We do not recognise 'Rubberband Girl' at all and, as a consequence, we do not recognise the (early) digital and its calculating imposition.
Director's Cut not remix
An important thing to note about Director's Cut is that it is, self-consciously, a cut rather than The use of analogue tape to (re)record material some of the material on Director's Cut meant it was produced within the temporal constraints of the medium. Tape has to be wound and rewound to find the right place; calculated precision is impossible and access is a question of timing and response within a recording/playback medium defined by continuous variation.
Buried deep in the process of producing Director's Cut there are practices grounded within a self-consciously slowed down temporal flow. Do these techniques filter through to the listener? Can they filter through, when those listening are so far removed from the original context of production, arriving after the trace of analogue continuity has been fundamentally, irrevocably transformed via digitised consumption? How does Bush's 'desire to carve and hence adjust the world' (Kember and Zylinska 2012, p. 89) her sound world, translate into a technical context continually and rapidly splintered into information bits and spliced together again, a world continually processing calculations? Do we hear analogue, do we feel it, or can it be best understood as an intention or orientation within time-an invitation to listen, a mnemotemporal technique, that echoes within the sonic infrastructure at several points removed from the scenes of transmission? This temporal quality is impossible to pin to an exact point-comparable with the winding back and forth of analogue tape in edit/playbackthe point at which we may say: There the analogue is. We may surmise, however, that utilising analogue technologies to re-produce the songs so that they may be heard again-and differently-is a strategy to 'make cuts where necessary, while not forgoing the duration of things' (Kember and Zylinska 2012, p. 81) .
To sustain duration
One way to not forgo the duration of things is precisely to not forgo duration. 50 Words for Snow therefore offers further techniques to engender self-reflexive internal time consciousness, which emerge through a prosaic commitment to duration. Songs such as 'Misty', which conjures a fantastical sexual encounter with a snowman, unfolds over 13 anda-half minutes, melding duration with slowness. The song's temporal structure supports the production of internal time consciousness through its extensiveness, enabling attention to loop in and out of focus should it need to, like a psychic lens, enabling the listener to apprehend 'the manner in which the immanent-temporal Object "appears" in a continuous flux, i.e., how it is "given"' (Husserl 1964, p. 45 ). This process is subject to repetition, arrest and deferral in 'Misty,' as the expired duration resists closure through the song's sustained duration. Through being witness to the continuation of the flux, there is a strengthening of psychic capacities to endure within the given temporal frame. These techniques are supported by images, motifs, 
Techniques for temporal perception
Director's Cut and 50 Words for Snow present a range of tools to interpret and understand the dynamic interplay of memory, duration and attention as they unfold within the expressive domain of consciousness. They are unique collections of temporal objects that are also invitations to sharpen the 'psychic faculty that allows us to concentrate on an object, that is, to
give ourselves over to an object' (Stiegler 2013b, p. 81) in the act of perception. If the psychic faculties that forge acts of perception with the temporal object cannot be assumed to exist, or are continually threatened by the dynamics of the attention economy which 'sell the time of the human brain which has been made universally available' (Stiegler 2015, p. 87) , then techniques where perceptive actions can be practiced, sharpened, reclaimed and re-membered are necessary, one might speculate, for the survival of perception itself understood as an interpretive act. Bush's recent works offer consciousness, or even conscientiousness, that there is such a struggle at play in the world: her acts of resistance are mnemonic and durational; indeed they enable the mnemonic and durational to emerge as qualities enmeshed in and of time, allowing us to explore how these time-based phenomena relate to creation of resilient perceptive acts. She does this by creating sonic environments that disturb memoryscaffolds that programme how we listen to familiar objects, and through invitation to the listener to extend, concentrate, wander and be present within a slow paced and unfolding narrative. Such acts of perceptive listening may go unnoticed and 'can be discounted or forgotten so easily, or deflected in the need to move quickly, achieve, extract the maximum from being alive' (Toop, 2010, p. 61 ). Yet they are openings towards understanding the complex ways consciousness, listening, duration, memory and attention combine within the scene of perception emerging through temporal objects, deliberately re-organised to support the listener's mnemonic creativities.
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